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INTRODUCTION

Thiis paper is written as an analysis of the
musical form, texture, and interpretation of four
clarinet solos that were pre2sented in recital on
Anguast 10, 1964. Where it 1s appropriate, the author
has included a short blographical sketch of the
COMPOSBr,

The compositions presented are as follows:

ConcertinOececcccccaaa cecccccccccceee-==Gluseppe Tartini
Arr. by Gordon Jacob
Grave
Allegro molto
Adaglo

2llegro risoluto

Concerto No. 2 in EP Major, Op. 74~Karl Maris von Weber
Allegro T

Romance
Polscca

Sonatinfecccccccccccccccccccccccccccan===Darius Mlhaud
Tres rude
Leat
Tres rude

Sonats (Por two elarinets--B flat & A)=--Franeis Poulens
Tres lent
Presto



CONCERTINO==«QGIUSEPPE TARTINI
(arranged by Gordon Jacob)

I. Grave

II. Allegro molto
I1I. Adagilo

IV. Allegro risoluto

Giuseppe Tartini, who shares with Corelll the
distinction of heading the list of the greatest viclinists,
wss born in Pirano, Italy, on April 8, 1692.

As a young man, Tartini studled law at Paduam Univer-
sity., However, he was much more interested in fencing
ard musice Because of a sacret marrlage at the age of
twenty te a relative of Cardinal Cornaro, he was forced
to leave Padua snd seek refuge with the FPranclacan ronks
of 4Asslel. Here, Tartini spent mcst of hia»t}me studying
mugice When the hostility against him had died down,
Tartini returned to Padua. He socn became known as an
eminent violinlist and an outstanding teacher. e was
particularly auccesasful in developlng the technlgue of
bowine, and he lmprcved the construction of the bow itzelf.

After holding varicus positionsg, Tartini becane
the orchestral dlrector of the San Antonle Church in
Padus in 1721. ¥From thlis time untlil his death in 1770,
Tartini never left Padua. In 1728, he established a

school of violin-playing that became famous. In the



closing ysars of his 1life, Tartini suffered from paralysis
and a malignant growth on his foot.

48 a composer, Tartini was original and full of
~creatlve 1deas. He made great demands on technigue,
emplaying double stopping, trills, double trills, and
high note playlng in ever increasing measure. He laild
special emphasis on the virtuosc element, but to him,
technigue was never an end in itself. Although his music
rakes far greater technical demands than Corelli's, it
nogsesses the same degres of warmth,

concertino by Giuseppe Tartinl is a free arrangement

of movements taken from two of Tartini's sonatas for
violin. Gordon Jacob arranged these movements for the
clarinet, a more modern instrument than the flute, oboe,
and bassoon. Relatively little music was written for
clafinet before the time cf Mozart. Only through arrange-
ments 1s the music of Handel, Bach, and other” early
major composers available for clarinet,

Before going into an analysis of this composition,
it should be kept in mind that the term "sonata"™ in the
Barogue period designates a different form and style
than that of Haydn, Mogzart, and Beethoven. The conven-
tional arrangement of thematiec material 1s not present
in the baroque sonata. Eor is there the thematic develop=-
ment so important to the claassical sonata. Furthermore,
the movements are zenerally in a binary form similar to

that of the dance sulte mocvements,



Plrst Movement,

time,

Grave,

The openling Grave, in common

1s centered around the delicate tone of the clarinet.

The lofty pathos of this slow movement 18 characteristic

of the Italian master,

The movement begins with a singing
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The texture of this movement 18 based on imitation as

is apparent from the opening line, where the clarinet and

piano enter in succession with short motives that are often

imitated.

At times, both the clarinet and niano play in

the same regzlister, their parts frequently croadsing so thaat

the effect 138 that of a continuous dialogue between them,
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The movement ls in simple two=-part or tinary form,
It begins in F major, modulates tc C major for the b
saction, and returns to ¥ major for the ending. Although
only twenty measures lon, the Importance of this rove-
ampt lies not in its harmony or form, but rather in 1ts
purnose, which is to show off the solc instrument,

The movement 1s not techmicslly difficult. The
sacret of 1is success lies in the abllity of the performer
e Interpret tie baroque style of viclin playln: and to
perform in thls style on the clarinet.

tecond Movement., Allegro moltoc. This movement is
gl arrangement of the second movement of Tartini's

violin Coacerto in G mincr. It 1s a melodious Allegro

ﬁx;i witn a dancelike 1il+t, This movement is in binary
Yorm with 8uach part being respmated. The filrsi sectlosn,
ia tie boulc key of 7 minor, bagins with a statoment

i the principle theme. o
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The movement, based unon the openings theme, unfolds
througzn a ceaseless sginning out. Measures nilne through
sixteen restate the oriizinsl theme in Ab major and agaln

in ® minor.
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The rest of the first section contelns a loosely

fmitative texture in which the plano accompaniment takes
over thematlcally along with the solo instrument. The
first section reaches a cadence on the dominant chord of

¢ major in measure forty. The second part opens with the

piene stating the princisle theme in C minor. The clarinet
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then states the theme in 1ts orlzinal key of F minor.
In measure sixty-five the key chnanges to AP najor but
this 1s only temporary, and 1t returns to F minor for

the rest of the wmovement,



Technically, this movasment 18 the most demanding in

the Concertino. The rhythmic figure in measures fifty- ,

seven through sixty-three is very difficult for the clarinet.
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Ian a passage such as this, there 1s a tendency for the
performer to speed up the tempo, creating an uneven,
snearing effect. Slow, repetitous playing of this passage
18 a good way to master it,

Third Movement. Adaglo. Here we return to a slow

movewment typlcal of a barogue concerto plan. The main

theme, measures one throuzh four, is in F major. It

ADAGIO M. , M.2

Tl

mlght be well to note the embellishments in the melody

which emphasize the accents of the rhythm,
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ileasures five through ten digress from the main
theme leading into the B section. The movement could
vary well end on a perfect cadence found in msasures

sixtsen and seventeer:,
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Instead, Tartini closes the movement with an

eizht measure coda wiich ends on an A major chord.
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Yourth Movement. Allegro riscluto. The fourth
movement, an allegro in duple meter, has & fugal texture.
The plano introduces the main theme in measures one tkrough

four, after which the movement proceeds 1in Ifree style.

’ " o S B g 95 FOS
CAYLANLI AL G YL T [ L] M. UE L

M.’ |
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In measurse flve the tiheme is switched to the esass
witi: the countersubj)ect avpearing in the treble. The

clerinet enters in messure elight with a subject of its own,

¥rom the entrance of the clarinet to the cadence closing
tire first saction, we find imitative countsrpolnt. Tartini
vuts most of his counterpolnt In the outerparts where the
ear wlll hear it more easily.

The second section of this two=-pari movement starts
out in measure forty-one with the pilanc statling the thame
i1n ¢ major. The clarinet enters with a lyrical counter-

subject starting in measure forty-eight. In measure
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sixzty-nine we returr. to the key of ¥ major with a restate-
ment of the original theme 1n both the pleno accompaniment
and the clarinet. There 1s s strong cadential feeling 1in
measures ninety-three and ninety~four which could very
easily be the concluding cadence. Instead, Tartini con-
tinues the movement for eleven measures ending with a

.

perfect cadence in F major.
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CONCER?O WO, 2 IN EP MAJORe~KARL MARIA VOE WEBSR
110 Rosases
IIXe Folaoca
Baron Karl Naria Priedris: Henst von Weder, first

great master of Oerman Romantio opers, was borm in Eutin,
Cldenburg, on Soveader 13, 1786, iieder's father, a cocusin
of Hosart's wife Constanzs, had his heart set on bringing s
nusiosl genius into the world. "Earl Haris wes born siekly,
having e eongenital disesse of the hilp whish nmade it impos-
sible for him to wslk until he was four years old.”l\ Besides
his phywiocsl disehility and a very delicats nervous system,
Weber 414 not raveal any noticeable talent for music. Butb
Weber's father was a man of great perserveranss, he kept
his son working st the plano and at hie singing lessons
even though Karl's half brother insistsd that the boy would
%grow intc almest anything but a musicim,".a ’

~ When he was nins, he studied plano and figured bass,
At eleven, he epeut asix wenthe in anlsburg as & pupil of
Wichael Haydn, younger brother of Joseph. At this time
he wrots his firat somposition, Jix Fughetti, for the plano,
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In the fall of 1803, Karl Maria settled in Viemns to

. a%udy with one of the most distinguished theerists and
'...iﬁrlpunﬁlliltl of the day, #bbt Vogler. Two years of
intensive study under Vogler prepared Weber for his first

| post, that of conductor at the Breslau Opera. During this

. perdod, he sketohed an opera and wrote an orehestral overture,
Be also indulged in a dissolute existance whioh put him
Neavily into debt.

Late in 1816, Weber was appointed direotor of German
opera in Dresden. His work in Dresden, whioh focueed on
German opera, inspired him to write a natiomal folk opera.
The result of this effort was Der Freischuis, which was
produced in Berlin on June 18, 1821,

Weber wrote his last opera, Oberon, on a commigaion
frem Covent Qarden in London. In the spring of 1826, he
went to Ldmndon to conduet his opera, Obsren. The exertion
of this trip proved fatal, and he died in london on June 5,
1826, from tubercoulosis. One of the greatest tributes to
Weber was the eulogy given by Richard Wagner when he saild,

"He was the most Geyman of German oompoaorl.”3

Throughout his short 1life, Weber showed sconsiderable
affection for woodwind instruments, Indeed, hls love for
the olarinet was not exemplified until Moszart introduced
the clarinet as an integrsal part of instrumental virtuosity

~3Te1d., p. 888,
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in his Conserte in A major, (K. 622). weber considered
this work the supreme creation for the clarinet, and like
all of Mozart's produotions, it had a strong and stimula-
ting influence upen him. However, this alone was not the
lpirk nesesssry foy Weber to attempt such a challenge.
The extra push needed to spur w.ﬁir on was given by the
friendship between himself nnﬁ.tho ¢larinetist Heinrieh
Baerman, who was gensrally considered to be "ihe foremost
player of his instrument, as well a3 being a thorough
musiolan, & man of refined taste, and a brilliant
tnchnieian“.h

As & result of this friendship, Weber wrote for him
] Gnncnrtlnn, Op. 26, whioh they played together at a
Court Concert in Munich on April 5, 1811, King Maximilisn
of Bavaria, wvho was deeply impressed by this work, immedi-
ately commissioned Weber to write two conoertecs for
clarinet whish he finished the 2ame year,

The first Concerto in F minoy, was composed in April
and May, 1811_¢nd was first played in publis on June 13th
in Munieh. On March 25, 1812, Baerman and Weber both
played it during a soncert trip‘to Berlin.

?ho'-ooond Congerto, in Eb Majlor, was eonpéaod immedi-
ately after the first, and was performed on Hovsuber 25th,

also in Munigch. ™Asocording to Webert!s diary, it was

Tvon Weber, Carl Maria, Co
(minieture seore), (Iondon: X




received 'with frantic spplause,' owing to Baermann's
godlike pluyiné.“s

First Movement. Allegro. The piano prelude, occupying
the Tirst forty-nine measures, has an unusual wealth of

melodic materisl. The strongly rhythrical opening theme,

. .
4 v omd el . SR
. PR it FRE. Y . FIEOS .

.

T M VON WEBER
»‘ M2 . M3

B |

rxl

_'ﬂh"

with 1ts resounding dynamic marking of deuble forte, is
linked by a series of scalewise transition passages to a

second theme which is also in the tonio key of Eb sajor.

SIbid.
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forty-

The introduction comes to a coneclusion in measure

mjor.

b

nine on a dominsant seventh chord in the

key of E

-

very important to

The clarinet enters with an introductory theme not

found in the piane prelude.

It is

M VON WEBER

‘tf
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remember this introductory theme for Weber uses it

frequently throughout the movement.
The exposition continues with the pieno stating part

of the first theme and the clarinet atnting»tho other half.

pe '
o] ——— = =
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The third theme, in the dominant key, 1s found in measures
one hundred three through one hundred ten. A transition
starts in measure one hundred eighteen, made up of material

found@ in the treansition of the pianc prelude. The transition
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lasts for twenty~nine measures and closes the exposition
with a perfect cadence in the koj of Beflat major.

The piano immediately begins the development section
with material taken from the theme used in introducing the
clarinet in measure fifty. The clarinet enters in measure
one hundred fifty-one with a theme taken from material used
in the principle subject. The development section continues,
using only the material found in the first and second themes.
The development section ends with a clarinet scale passage

similar to the one found ending the exposition section.

U Sy e

The recapitulation starts with the plano stating the

introductory clarinet theme in E«flat major. In measure
two hundred five the clarinet continues the recapitulation
wiih a restatement of the third theme also in the tonic
key. The recapitulation section ends in measure two hun-
dred nineteen and a coda immediately begins. Material
used in the coda is taken primerily from the transition
ending the exposition. The coda lasts for twenty-nine
measures where the piano ¢oncludes the movement in the key
of E«flat major with a partial statement of the principle

subject.
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Second Movement. Romance. A two measure planc
introduotion, characterized by a G minor broken chord
passage, ushers in the Romance, an A-B«A form in 8 time.
Within his own limits, Weber could not have created an

atmosphere of calm, meditative sentiment with a better

opening thf{l_’{ e

OYEMENT —

The middle section, in somber, elegant vein, marks
the romantic element in Weber. The harmonic texture, which
at times is almost classical in design, is further enhanced
by the tender, sentimental mslodic line. In measure sixty-
three there is a change from gto 2 time., This leads to a

recitative section which is very free and expressive.

~

—
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The time signature returns tog with the restatement
of the principle theme in ¢ minor. In measure eighty«four
the movement ¢loses with a short cadensa ending on a sus-
tained note under which is found the same G minor arpeggio

whioh appeared in the first measure.

.41

Third Movement. Polacca. The finale, a Polacoes in 2
time, is in rondo form. The plano begins in the key of
E«flat major with a one measure introduction consisting of

an BE«flat major chord played for three counts in an eighth

note rhythm. It might be well to note that this type of

H

aocompaninment is used extonsivoly throughout the entire
movement .
Ir the second measure the clarinet enters with a

very rhythmic principle theme. The statement of the



principle iubjoct continues to the transition at measure
twenty-four. The second theme enters thirtee:: measures
later and continues to the entrance of a third theme at

measure fifty-five,

"I NYY.Y JC% T VTN
v . WM A LERS LYY

In measure sixtyenine the principle theme returns in

the solo instrument. This restatement of the principle
subject 1s dons in the related key of F major. There 1is

a nine measure transition begimning in measure eighty-one
which leads back to a statement of the prineiple subject..
This third statement appears exactly the way it was in its
original theme. In measure one hundred sixty-twe the
clarinet begins a new theme based upon a motive found in

measures sixty~-two and sixty~three in the exposition section




of the first movement. The rondo form ocontinues until

measure one hundred eightyefive where we find the final

appearance of the principle subject in the tonic key.
The coda begins In measure two hundred two and is

the most difficult part of the entire movement. The

LIS N IEL PV EEE XIS
AMALLAT T A N LT A1

coda proceeds for thirty-eight measures until the end

of the movement in measure two hundred forty wnere there
is a strong cadence in E~-flat major,

In closing this discussion of the Weber concerto,
the author would like to make a few remarks pertaining
to the solo part itself., Weber employed the full range
of the clarinet, introducling rapid passages with wide
leaps in the melodic 1line., It 1s one of his virtues
that he thoroughly understood the nature and capatiilties
of the clarinet and was able to adapt his melodic atyle
to the technical requirements of the instrument. This
clarinet concerto gives the impression of having been
written by a master performer of the instrument, yet

Weber did not play any wind instrument.
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SONATINE-~DARIUS MILHAUD
I. Tres Rude
II. Lent
I1I., Tres Rude

With the death of Maurice Ravel, in 1937,

Darius Milhaud became the leading composer of French °
music, Eis right to such a position has never been
seriously shallenged. When Virgil Thomas visited Paris

in 1945, He noted--in reference to Milhaud's prolonged
stay in America--that "... all musical PFrance hopes for
the return of its master, There 1s a vacancy in the
center of the stage."l This vacancy was not filled untilj
1947 when Milhaud (orippled by arthritis) returned to
Eronco. Whether he 1s acclaimed or whether he .is attacked,
none can deny that Darius Milhaud is the ranking composer
of PFrance.

Born in Alx-en-Province, France, on September L, 1892,
music soon became an important part of Milhaud'; life, After
studying music with local teachers, Milhaud entered the Paris
Conservatory in 1909. His teachars were some of the finest:

" Paul Dukas in orchestration, Charles Widor and Andre Gedalge

in omposition.

INTiton Cross and David Ewem, Encyelopedis of the
Great 0qg§oaara and Their Music, (New %orEt Doubleday &
ompany, inc., s Do .

|
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In 1919, while Milhaud was in Paris, he became
prominent when the French oritic, Henri Collet, coined
the name, "The French 8ix", to desoribe the work of six
young composers of whom Milhaud was considered the most
daring., "He was also labeled as the most unconventional,
largely bocause of his excursions into the back streets
of music: Jjasz, tango, and other music hall and popular
idioms. They called him a 'sensationalist!, or a 'buffer?,
or even a ‘vulgsariant!, The high quality of his best works
overshadowed most of the attacks and almost all of the
ridiocule,"?

When war clouds were gathering over Europe, Milhaud
arrived in America to stay until 1947. After suffering
a orippling attack of arthritis, Milhsud left America and
returned to his native land of France. |

Sonatine for clarinet and piano was composed in 1927
while ﬁilhaud was in Paris. The charsoter of the first
movement, marked Tres ruds 1n_2 time, shows a wealth of
melodic construction. The melodies are perfectly organ-
1zed units, often somewhat popular in development, but
always very 1ndiiidualistic. The opening melody in the
first movement is aharacteristic both in shape and rhythm,
In the short space of ten measures Milhaud changes time
signatures four times without the slightest feel of
uneasiness or lack of hnity.

— ZFaul Colleer, A Hismtory of Modern Music, (New York:
Grosset & Dunlap, 1981), »p. .

|
i
|
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.Obviouaiy. such melodiec iatorill ij QA;MQQcoli;éiiirr
ﬁndo up of perfect melodies. To fulfill the requirement
of action or development, Milhaud expands thias melodie
idea into a theme from which he derives ditfcrqggrmbtifa
for development.

In discussing the tonal aspect of this moyonont, we
must first visualise the time when Milhaud lived. He was
born at a time when the complex chords of Claude Debussy
and Maurice Ravel were linked with tonal feeling by un-
resolved double and triple appoggiaturas. Milhaud proceed~
ed to bring out simplifications. He professed that chords
of ninths, elevenths, and thirteenths could certainly be
related to a given key, but Just as easily be interpreted
as being formed of simple chords belonging to different
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keys. A chord like the following: ean be

considered unitonal, whether it is resolved or not. Each
of the three perfect chords which compose it can alss be-~
eams independent and .ptablilh,7:1§p1taneoualy, two or

> ¥ Sw.
three different keys. | - . The result is har-

by ‘?}""',‘3' ~

L e

monic bitonality 6r p&iytonalitj}Mkﬁgr example, we find

in the opening melody of the first movement that the
clarinet is in the key of A major while the piano accome
paniment i1s in the key of D major. Although this poly~
tonality is found throughout the movement, one key uiunlly
dominates; more often than not, this is usually the one
that 1is more intensely loud according to its position.

The structure of the first movement is very inventive
nnd shows somewhat of a preference for the classical
scnata pattern. The principle subjeet appears in measures
one through fifteen. The same theme appears in measure
eighty-eight beginning the recapitulation section of the
first movement, There is no development or middle section
in the first movompht; it consists of merely an exposition
tollowod by a recapitulation. Although Milhaud respects
the general pattern of sonata form, hie construction of e
movement depends on and is secondary to how he wants to

express himself,
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The second movement, a slow movement in 8 time, is the
high point of the Sonatine. Milhaud expresses himself most
fully in this movement. This three part (A-~B-A) movement
begins with a lyrical, sentimental theme, This theme
entsrs more quietly giving way tc a lighter texture than

the dissonant counterpoint found in the first movement,

XX b

The c¢larinet atates this theme in the key of B major while
the piano accompaniment appears to dbe in the key of BP ma jor.
The initial theme takes up 2lmost the entire A section of

the movement. The middle sestion 1s based upon the followe

ing theme. The theme begins in a quiet, subdued manner and

o - - g e
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proceeds to bulld up in intensity reesching a oclimax in
measure thirtyethree with a rescunding dynamic level of
doubdble rogtn. The return to the A seetion in measure
forty~two brings this short movement to a close.

The third movement, in the same vein as the first,
is in 2,tlmo with frequent excursions to 3,. The texture
of this movement is very imitative, diriving its power
from the rhythmic shape of the melodies., The polytonality
represented in the third movement is threefold. First, the
clarinet appears to be in the key of D major with brief
excursions to F, Bb, and &° major. The right hand of the
plano aoccompaniment appesrs to be mostly in the key of C
ma jor with ‘the left hand in B and E° ma jor respectively.
When the ear hears the friction between these keys, the

music 1s irmeasurably heightened.

The movement is based upon the following melodic
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Besldes this principle theme, Milhaud does introduce

one other theme that is entirely new. We find it begine
ning in measure twanty«eight, the feundations of whioh

can still be heard in measure fifty-two,
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In measure sixty~one the pendulum begins to swing
toward a reatatement of the prineciple thems as & means
of emphasis upon the dynemic eonolusion of tho’mcvomont
in measure eighty-two.

In the suthor's point of view, the Sonatine is the
most difficult, snd at the same time, the most rewarding
composition on the rooit;l. It requires o§u01 amounts
of understanding from the listener and the porformef.
Even 1f one 1s accustomed to suech musio, yho listener
will probably agree that there is not ono\dull moment
throughout the entire ocomposition.
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SONATA--FRAKCIS POULENC
(For two clarinets~«B flat & A)

I. Presto
II. Andante
Francis Poulenc, ncted French composer and planist,
was born in Paris, January 7, 1899. He was largely self-
trained es a musician, but he managed to take plano and
ocomposition lessons in his spare time. "A determined
antiromanticist, he came under Eric Satie's influence,
and during the 1920's, he became a member of the French
group lknown as 'Les S5ix!'. Poulenc is one of the few who
continued to uphold the aesthetic orientation of this
group."1 His favorite vein is the lyrical one, end his
best~known works are his many songs and ochoral pieces.
Poulenc has mede a specialty of accompanying his -songs
at the piano., His brilliant command of the instrument
has instigated many popular short plano works. But he
13 by no reans a miniaturist, Extended works such as
the Mase (1937), and the Conmcerto for Organ (1938), have
been highly successful.

Sonata for two olarinets (8° and A), was composed
in 1918. The first movement, Presto, 1s characterised

by a variety of time signatures. We find the following

. Ai:?rtneia Fouleno", Collier's Ensyclopedia, 1962,
9, 301.



time signstures employed in the first movement! ‘Z 4 .2 *
2, andz. Within this framework of meter changing,
Poulenc creates dissonant harmonies and counterpoint which
tend to add depth to the movement., The movement evolves

around the rhythmic figure round‘in the first measure.
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FRANGIS POULENG

The Bb clarinet, in the key of C# major, Oppo.edyto
the A clarinet in EP major, creates a highly dissonant
melodic line. Even with such striking dissonances, the
language of the music is essentially tonal, even radically
diatonic. The ternary idea found in this movement is very
much in a minuet and trio form. The first section is
followed by a slow section similar in design to the first.

The second section, beginning in measure 15, is based
upon a light, melodic line written for the Bb clarinet.,
The rola qf the A clarinet is subordinate or in the style
of an accompanying instrument. The restatement of the
first section begins in measure thirty-eight and concludes

the first movement.
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features a lyrical melody written for the Bb clarinet.
Throughout the entire movement the A clarinet has nothing
but a repeated harmoniec psrt. For twenty-eight out of the

thirty-six moagyrggy}qﬂpggwgg!ggantAﬂtggwA clarinet haa

The middle section of this A-B-A form starts out with
a repetition of the original melody an octave higher. 1In
measure twenty-four we return to the A seoction which lasts
until measure thirtye-six where a gradual diminuendo ends

the movement,
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